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A VARIETY of causes led me recently to consider attentively
the subject of Closes in music, not the least of these causes
being the'very meagre and superficial way in which the sub-
ject is treated in all the theory wprks with which I am
acquainted. Even a satisfactory definition of the term Close
or Cadence is hardly to be found, and the sum total of book-
information on the subject is to the effect that a Close is the
end of a period in music and is distinguished by the
occurrence of two particular chords; that the principal kinds
of closes are the " perfect," "plagal," and "half" close, but
that there is also the "imperfect," "false," or "deceptive"
close ; thus we are given at least six technical terms for one
thing. If the student searches for the meaning of the term
" musical period " he is referred back to " Close," so that the
definition is of the true dictionary type ; merely a cross
reference.
To understand all that is involved in the expression
" Close " we need to remember two things: firstly, that it is
exactly analogous with the " stop " in syntax; and secondly,
that music consists of three elements—rhythm, melody, and
harmony—in either or all of which a stop may occur. In
literature there are four kinds of stops, though it would seem
that few people have sufficient sense of rhythm to use them
correctly, for punctuation is always left to proof readers now-
a-days, in consequence of which that important stop, the
colon, is being gradually banished from use, a piteous proof
of our national unmusicalness. Stops in music are naturally
far more various in length than those of the spoken language,
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yet there is considerable resemblance, especially to the
comma and the full stop. The former is imitated when
either melody, rhythm, or harmony by itself come to an end
while the others continue, the latter when all three end at
once. But here we require a clear definition of what consti-
tutes a close in the three elements respectively.
r. A close in rhythm is like the end of a line of verse; it
consists of the last strong accent (of a group of accents) and
may be also accompanied by one or even two weak accents
following it.
2. A close in melody is merely the last note or notes of
such melody, whatever they may be ; but the effect of a full
stop is best gained by ending on the tonic.
3. A close in harmony is a progression of chords which
ends with the f on the tonic.
Accepting these definitions, of which the third alone is
new, it will be evident that the term " Close >- is, by itself, a
vague one, implying at one time the termination of a piece
and at another an imperceptible dividing line in the midst of
it. We must hold in mind the three constituents of music,
else, leaving rhythm out of account, music like that of Bellini
or Offenbach might be considered as a string of closes,
from the incessant alternation of tonic and dominant chords ;
or again, leaving melody out of account, the slow movement
of the " Pastoral " Symphony might be said to close at every
few bars, instead of which the melodies so cunningly overlap
that there is no pause from beginning to end.
In thus endeavouring to propound a true definition of the
word " Close "—namely, " an ending of melody, rhythm, or
harmony "—I must not be understood as urging any reform
in the matter. This would be of course futile, living as we
do at a time when every one does just as he chooses in
matters of theory, and no authority exists which can compel
the adoption of any reform, large or small. But knowing, as
I do, what a stumbling-block to the pupil technical terms
are, I would in all diffidence suggest to those of my fellow
teachers whom I see here that the expressions, half close,
false close, deceptive cadence, perfect cadence, authentic
cadence, plagal cadence, full close, and so on, bear little
meaning and might easily be dispensed with, and the
generally understood words comma, semicolon, colon, and
full stop used instead, if indeed any other than the last be
necessary. But indeed the false, imperfect, or deceptive
cadence is not a close at all, and the expression is therefore
needless, while the plagal and authentic closes have become
so indistinguishable in modern times as to demand the aboli-
tion of the distinction. Which name, for instance, is the
student to give to the following cadence, which Mendelssohn
is credited (wrongly) with having first introduced ?—
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Or the following, which concludes the first act of Sullivan's
" Yeomen of the Guard " ?—
In both of these the first chord has the subdominant for its
base, but its root is the dominant. These terms, " plagal "
and "perfect," were well enough in the times when the
penultimate chord was almost always either a f on the sub-
dominant or dominant, but at the present day the concluding
tonic chord may be preceded by all sorts of chords on any
note in the chromatic scale; as a matter of fact, there are no
less than eighty-four possible penultimate chords, of all of
which I have found specimens in good writers—that is, if you
will allow me to include Liszt and Grieg in that category. It
was originally my intention to have illustrated the whole of
these, but perhaps it might weary you, so I will let you off
with a dozen or so of the most curious.
At first sight it seems strange that the older composers
rarely attempted any innovation in the harmonic element of
a close, but the reason for this fact is not far to seek. Of
course many curiosities may be noticed in Bach—as, for
instance, his use of the raised sixth in the minor key—
BACH (Prelude to a,th Suite Angl.).
a chord forbidden by Macfarren but dearly loved by Sterndale
Bennett—but one always feels that Bach's harmony is the
fortuitous result of his several marvellous counterpoints.
Mozart, Haydn, and even Beethoven seldom, if ever, made
a full stop that was not such a " plagal" or " perfect cadence "
as those described in the grammars. The only license our
forefathers permitted themselves was the well-known "Tierce
de Picardie," the ending of a minor piece with the major
chord of the tonic, which striking effect was doubtless invented
by many a seventeenth century musician independently. The
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melodic part of a close was, for a long time, as stereotyped as
the harmonic, and such passages as—
we are apt to regard as disfigurements to fine old works, on
account of their too frequent occurrence, forgetting that
these were in their day the recognised and only means of
drawing the attention of the unsophisticated auditor to the
fact that here was a close—much as in old times the con-
clusion of each scene in a play was emphasized by a rhymed
couplet.
Modern composers of what is called the romantic school
have been the chief inventors of new closes, and this seems
only natural when we consider that the romantic impression
is chiefly conveyed by the element of the unexpected. We
therefore look to the works of Chopin, Schumann, Liszt,
and Grieg for the more unusual forms of closes, and there,
indeed, do we find them in greatest abundance. Chopin did
not invent any new harmonic progressions, but melodically
and rhythmically his endings are starthngly original. Grieg's
melody is utterly simple and child-like, his rhythm conventional
to a fault, but in the matter of new and dazzling harmonies
he is utterly unapproached. Liszt—well, one must not
criticise his music; but his closes are usually more bizzare
than beautiful, and many of his novelties will certainly never
be plagiarised. It is curious that Schumann, who protested
against Chopin's ending one of his Mazurkas with a first
inversion of the tonic chord, should himself have perpetrated
one of the greatest atrocities in the way of a close that I have
ever come across. This is at the end of his " Humoreske "
(each movement of which, by the way, ends with a startling
novelty), where he writes this progression several times over—
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but I believe Schumann must have the credit of first using
the higher dominant discords and their inversions in cadences.
He has also a very curious case of apparent modulation in
a close—
f
=*?=
This, indeed, might well be called a deceptive cadence.
Another far more beautiful instance of apparent modulation
at a close I may quote here from the first soprano solo in
Dr. Parry's noble work " Judith"—
Andante.
3ZL
^ ^z± cret.
3g=»f=fEgE=3
dim.
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One close I know of, to which none but the name of interrupted
cadence can apply, that is at the end of the " Oro supplex "
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in Verdi's Requiem, when the " Dies Irae" breaks in upon
the bass solo in quite another key—
Lento.
This always makes you jump, even when you know it is
coming.
I have said that every note of the chromatic scale has been
used as a bass note for the penultimate chord. Let us now
glance at a few of the more unusual cases. The minor super-
tonic has been effectively used with a major triad by Grieg,
thus—
GRIEQ, Op. 42 (Reisemjndr)
and frequently by Schumann with a chord of augmented
sixth. The major supertonic is more rare, because the tonic
chord does not sound well after a common chord on the
second degree; indeed, Macfarren forbids the progression
entirely. Also the seventh of the supertonic is the keynote
itself, and therefore cannot appear in the two successive
chords without the fault of oblique motion to the same note.
Nevertheless Lassen ends his fine song, " Wie durch die
stille Mondenacht," thus—
LASSEN (Op. 65, No. 2).
and Grieg in his weird little song "Geschieden " obtains a
sombre effect by the use of the same chord with (chromatic)
major third—
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The diatonic common chord on the major mediant is
regarded as a discord by some theorists, and is in any case
little used. Curiously enough, DvoFak has chosen it for the
final cadence of his "Spectre's Bride"—
A more curious, but not so effective, use of this close is made
by the clever Polish composer Sigismond Noskowsky, in one
of his Mazurkas for choir and orchestra—
_J rr
The (chromatic) major common chord on the mediant is
very effective, and now not uncommon. Concerning the major
subdominant chord in the minor key I have already spoken,
but I may remind my hearers of a beautiful recent instance
in the slow movement of Dvorak's new Quintet—
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Grieg has also used it thus—
-tr. -^--
Gounod is generally credited with the invention of the chord
which he writes as an augmented sixth on the subdominant,
but which is really an inversion of a chord of major ninth
and minor thirteenth. On theoretical grounds the late
Sir George Macfarren used to prohibit this chord and call it
an abortion, but it is undeniably beautiful and is therefore
generally accepted now. Gounod's use of it in the prelude
to " Faust" will be easily remembered, but Grieg has used it
in the minor key, and also invented a new resolution for it
which deserves mention here, for though not a penultimate
chord it is yet part of a close. To express the utmost
poignancy of grief in his song "An der Bahre einer jungen
Frau," he writes—
The augmented fourth from the keynote is not at first sight
a practicable bass for the last chord but one, still less the
diminished fifth, yet I have met with some powerful
instances of closes so based, and have even perpetrated
them myself—if that is anything. The following is from a
pathetic little piece by Liszt, called " Heimweh "—
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And Grieg ends his Violoncello Sonata with the following
astounding cadence, of which I am forced to quote the
whole to make it intelligible—
Sva .
This threefold cadence, each time growing bolder and bolder
in its progression, is one of the most remarkable things I
have encountered, even in the works of this remarkable man,
who, were he only as great a composer as he is a harmonist,
would claim universal and complete homage.
I cannot find many novelties worthy your attention in the
way of dominant closes, but yet there are one or two which
must not be passed over. The first is from Gounod's " Mock
Doctor,'' the droll" Bottle Song'' of Sganarelle, which he ends
with a pretty use of the dominant minor thirteenth and third—
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and the second from the inexhaustible Grieg, who is certainly
the only composer who has yet used the minor chord of the
dominant. The finest instance of this is in his song " Der
Wald," where it occurs twice, the second time—at the end—
with wonderful effect—
The minor and major sixth will bear a variety of chords for
cadential purposes, but the only one I shall bring to your
notice is an atrocity perpetrated by Verdi in his Requiem at
the end of the " Dies Irae." The key is B flat, but for the
Amen he jumps to a chord of G major with the chorus in
unison on G, and then the orchestra alone jumps back to a
chord of B flat. The effect is most unpleasant, the G
ringing in one's head through the last chord—
•8 -
Gounod in his " Mors et Vita " uses, amongst other queer
things, the following pair of chords, but without rhyme or
reason that I can see—
Modern composers have made some interesting innovations
by disregarding the old rule that the chords of a major key
must be kept distinct from those of its relative minor. As
we have seen, they have used a major and minor sixth and
seventh in both major and minor keys, and they have also
used the dominant seventh chord of the major key in the
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relative minor. A very lovely instance, of this occurs in
Dvorak's song " Gute Nacht," in which the close is always
uncertain whether to go to G major or E minor, finally
ending thus—
These are only a few of the most striking examples of closes
in modern music. Of mere monstrosities, like many invented
by Liszt, it is needless to speak, and it is not more necessary
to dwell upon those cases where a piece of music concludes
on any other than the tonic chord; for by our definition they
cannot be said to close, any more than the poem recited
by Humpty Dumpty to Alice, which ended, as you may
remember, on the word " but." Yet Schumann has con-
cluded several pieces on the dominant chord, and even the
dominant seventh, while Grieg, not to be outdone by any-
body, ends his " Folksong from Langeland " on the sub-
dominant, and a pretty piano piece by an Englishman of
talent calling himself Florian Pascal has the really quite
too terrible ending of a chord of major seventh on the tonic.
But I ought perhaps not to ignore the larger forms of closes,
those which extend over a series of harmonies, and, con-
sequently, a number of bars. But these are not common
property, and a beautiful specimen of such only excites a
feeling of regret that we may not use it. Take, for instance,
Gounod's two lovely inventions: this, from the Entr'acte to
" La Colombe," and dozens of other places—
8va. .
tr
tr
tr
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and this noble climax to the final prayer in " Cinq-Mars "—
One can hardly believe that the writer of this splendid pro-
gression is the same man who wrote this hideous series of
chords in the Epilogue to " Mors et Vita " —
Now it may be asked why have I troubled you with this
collection of unusual harmonic experiments, with many of
which you are probably familiar, and what moral, if any, do
I deduce therefrom ? Simply this: I desire to point out that
while it may be said to have been traditional with composers
up to the time of Schumann to use none but the conventional
harmonic endings, we moderns, in our feeble search for new
ground, have at least hit upon one legitimate novelty. We
have perceived, in common with the modern dramatist—
who is also but a feeble and degenerate creature—that the
end crowns the work, and that even a weak composition can
be enormously enhanced in value, provided it end with a
poetic climax, or what they call on the stage a "curtain."
Of course, in vulgar hands, such as those of the mere singer,
this may easily degenerate into vapidity or clap-trap, as we
may see in the invariable high note with which every modern
ballad is forced to end, and I do not say that all of the closes
I have quoted in this paper are legitimate; all depend upon
the circumstances under which they occur; but I maintain
that we have got hold of one new truth ignored by the old
masters. With all our love and reverence for Beethoven,
who will deny that the endings of his C minor, Eighth, and
Ninth Symphonies are sore trials to our aesthetic taste ? The
end of the Allegretto of number eight, too, jars sadly upon
one's nerves. True, it is intended as a joke, but it seems a
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pity to disfigure this charming movement with so doubtful a
specimen of humour. With all our weaknesses we could not
perpetrate such incongruities now-a-days. • We produce vast
quantities of music, mostly bad, but now and then a little
good. It seems that constructively we may add nothing to
the edifice reared by Beethoven, but what little we do
achieve is in the way of improved detail. Modern subjects
refuse to develop or work out, but modern harmony, con-
trolled by good taste, offers us some excellent opportunities,
especially for novel and poetic endings. In proof of this
let me conclude by playing you two of the most beautiful
extended perorations I know of; one is from a little
pianoforte piece by Grieg (" Lyrische Stuckchen," Bk. III.,
No. 6) and the other from that pearl of modern music, the
" Siegfried Idyll" of Richard Wagner—
GRIEG (Op. 43, No. 6).
Allegro appassionato.
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DISCUSSION.
THE CHAIRMAN.—Ladies and gentlemen, I hope that there
may be a very instructive discussion on the subject of these
Closes; but I think our first duty is to pass a very hearty
vote of thanks to Mr. Corder for the immense trouble he has
taken in preparing this very interesting paper. [The pro-
position was carried by acclamation.]
Mr. HOPPER.—May I ask one question, Mr. Corder?
Did you say there was no case of the supertonic chord
being followed by the tonic chord in a close ?
Mr. CORDER.—Oh, no; I gave two instances ; it is by no
means uncommon.
Mr. HOPPER.—There is a very well-known case in Gounod's
Mass in G.
Mr. CORDER.—It is a favourite ecclesiastical effect.
The CHAIRMAN.—Before we commence the discussion, may
I ask Mr. Corder to give us again the cadence from Dvorak,
which he said was formed by the mediant ? [The illustra-
tion was given.] That occurs to me as not being the
mediant, but the submediant.
Mr. CORDER.—So it is, you are quite right, though I never
thought of it. I am sure I had an instance of the mediant.
I must apologise for the absurd blunder, but I had such a
tremendous list to choose from that probably I put down the
wrong one.*
* On reference to my notes, I afterwards discovered that the quotation I
should have made was from the preceding number of the " Spectre's Bride ";
but a better instance is the " Gotterdammerung Motive," of Richard Wagner.
—F C
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The CHAIRMAN.—I think Mr. Corder has dealt rather with
exceptional matters than with the theory of cadences in
general, assuming, I suppose, that ordinary cadences are so
familiar to us that they were hardly worthy of being treated
in the paper. Nevertheless, there are, I think, some very
important matters to be mentioned in connection with them.
I would particularly refer to the too frequent employment of
cadences in music. I adduce the late Sir Sterndale Bennett
as one who had a great horror of such constant closes, more
particularly of that of the perfect cadence. The early writers
of treatises on counterpoint were correct, I consider, in their
denunciation of a close before the actual end of a piece, and
this is one of the few things they have left which I think
deserve our very careful attention. Some of the composers of
what is, by many, considered the brightest period of our
church music, fell very much into the error of too frequently
repeating the same cadence, and there is a work very familiar
to all of us, the Te Deum in A, of Dr. Boyce, which is a
strong instance of this. I believe I am correct in saying
that in the course of a very few pages he closes at least half-
a-dozen times in the key of A. This redundancy becomes
offensive to an educated ear, and is, perhaps, one of the
reasons why ordinary dance music palls on such. I call to
mind an instance by the late Prof. Macfarren, in which he,
having a special object in view, avoided a perfect cadence
, or close in the whole of his piece until the very last.
That is the Overture to " St. John the Baptist," where he
endeavours to prefigure expectancy of the Saviour, and
yearning for Him, by the absence of a close in that work until
just the very end. It is a point which might, I think, hardly
strike the ordinary listener, but nevertheless, an inspection
of the work shows that Prof. Macfarren has carried out the
intention which he declared. I must say, with regard to
many of the exceptional instances which Mr. Corder has
brought forward, that I am very much obliged to him for
calling our attention to them, but I can hardly class many of
them as cadences at all. They seem in many cases like
mere vagaries in harmony, neglecting every principle which
conveys the idea of a close. I do not think that any two
harmonies taken in succession can be so placed as to convey
a satisfactory notion of a close; but it would take me too
long now to go into theoretical matters to show that there are
special things which conduce to that result. I do not con-
sider that mere harmonies selected at random all over the
scale, and even dipping into reminiscences of other keys, can
produce the satisfactory effect to our ear that the recognised
cadences certainly do, and when Mr. Corder says there are
about eighty varieties of cadences—that, I think, was the
number—
5 Vol 15
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Mr. CORDER.—There are eighty-four, I think, possible chords.
The CHAIRMAN.—I should be strongly disposed to think
that many of them are not satisfactory in the light of
cadences. We can indulge in any amount of extraneous
harmony in the course of a piece, but I think that to bring
any piece to a climax there are certain conditions absolutely
essential, without which there is not the feeling of a satis-
factory close. Not having had the opportunity of knowing
the lines on which Mr. Corder was going to address us this
evening, I, of course, was not able to prepare any examples
to illustrate this little difference of opinion. His research in
the matter has been very great, and it would require an
equal amount of research to produce examples in other
directions; but I take it he acknowledged that some of the
examples he has given hardly merit our approbation. I do
not take it that he has approved of every example he has
presented. On the contrary, some of them, in common with
myself, he feels to be eminently unsatisfactory. I think
that the young composer, and even the more experienced
composer, ought not to look on this as a subject which he
can treat with the apparent disdain that some of those
composers have done whose specimens have been submitted
to us. I think there are elements of our art which we
ought to treat with conservatism, and that a perfect cadence,
notwithstanding any amount of beautiful things which may
be suggested in its place, is, after all, the most satisfactory
conclusion to a piece of music.
Dr. VINCENT.—I should like to ask Mr. Corder if he
knows any example of an important work, such as an
oratorio or a large symphony, ending in any other than the
orthodox way ?
Mr. CORDER.—One may say that there is rather a dearth
of important works lately, and all these things I have cited
are absolute novelties.
Dr. VINCENT.—But when they are in a cycle of songs,
which I suppose is intended to be performed together,
one would come to a regular close at the end.
Mr. CORDER.—The examples I have quoted were from
single songs, not in a cycle; they were all separate songs and
separate endings, but there is a great difficulty in giving
these quotations apart from the context where the thing
works up to a climax. Probably on hearing the whole piece
everyone would feel in this unusual poetic ending a certain
sense of exaltation at the end, which would not be obtained
by the more ordinary perfect or plagal cadence.
Dr. VINCENT.—I had a song shown me in print the other
day which ended on the dominant seventh unresolved. But
the words of the song left you in the same unsettled frame of
mind—the last word was "where."
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The CHAIRMAN.—A song of Liszt's ends in the same way—
and others.
Dr. VINCENT.—There is a well-known example of the final
chord ending without the third which is, perhaps, interesting,
though not unusual.
Mr. WINDEYER CLARK.—Would it not be interesting to
know how many of the audience had a sense of close in the
examples Mr. Corder played ? I thought very often another
chord might just as well have come, or that if one of them
had been left out we should have been in the same place.
Mr. CORDER.—Scarcely, I think, if you had heard the whole
piece. That is the weakness of playing detached phrases.
The CHAIRMAN.—It must be understood, in justice to Mr.
Corder, that these examples which he has presented have the
great disadvantage of incompleteness; but there is also the
fact that many of them are illustrative of the peculiar com-
position of the time.
Dr. VINCENT.—I think you do not feel a sense of close in a
piece simply because there are dominant and tonic chords
occurring in succession. When the Overture to " St. John the
Baptist" avoids the perfect cadence it must be remembered
that it is not every perfect cadence or following of the dominant
by the tonic that gives the feeling of a close; I think it must
be taken in connection with rhythm.
The CHAIRMAN.—Certainly.
Mr. CORDER.—That is what I say. There are three
elements in music which must be considered together in the
close. The harmony may close as often as it likes, leaving
the melody and the rhythm going on, and there is no sense
of finish.
The CHAIRMAN.—There is no prohibition of dominant and
tonic harmonies following each other in the course of a piece
irrespective of the closes.
Mr. CORDER.—Perhaps the most extraordinary instance
I quoted was that last little piece of Grieg; but you cannot
say that that does not sound like a satisfactory ending.
The CHAIRMAN.—No, certainly not.
Mr. W. CLARK.—That was because we heard more of the
piece before it, and had the key stamped on our minds.
Mr. CORDER.—Certainly, that is why I played the whole
context. He goes through a series of very extraordinary
chords there. [Mr. Corder again played a portion of the
piece referred to.] You could not have a more extraordinary
series of chords than those, and yet the sense of finish is
complete.
The CHAIRMAN.—I think the notes at the end are rather
an adjunct than a cadence.
Mr. CORDER.—It is a recognised cadence, the so-called
augmented sixth on the subdominant.
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Mr. W. CLARK.—I think that same cadence occurs in the
C movement in Brahms's Symphony in F.
Mr. CORDER.—It is not at all uncommon to have the
subdominant chord F, A flat, B natural, E flat, and then the
tonic.
Dr. VINCENT.—I think I have heard it stated in this room
that it is very exceptional to find a plagal cadence in the
minor key.
Mr. CORDER.—The exceptional thing is a major sub-
dominant chord in the minor plagal cadence. [Giving an
illustration.]
The CHAIRMAN.—That is very ugly, that is all I can say.
I will now ask Mr. Corder to reply.
Mr. CORDER.—I really have very little to reply to, for I
think Mr. Stephens has filled up some of the more obvious
lacunae in my paper of which I am quite sensible, but time
would not allow me to make it so thorough as I could wish.
There is very much to be said on the subject that I did not
touch. My object was chiefly to call attention to some of
the more unusual modern forms of Closes, and I can only
repeat that it is the regrettable absence of the context that
renders many of the examples less conclusive than I could
wish.
Dr. VINCENT then proposed a vote of thanks to the
Chairman, which concluded the proceedings.
